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Bl Objectives of this Book 


















This volume 


Chapter 1 | 





The Importance of 
Tone Work 















Tones Attached to Characters | 
Serve 2 Purposes -snadngandcolr- | 


Shading is a technique used to evoke a 
sense of 3-dimensionality when added to 

the face or figure. It is primarily used in key 
panels or shots. 





um Close-up 
NS Close-ups are 
used to give 
impact to a 
character's facia! 
expressions. 












ut 


#51, 61, 71, etc. are the toness commonly 
used for shadows on the face andfigure. — ^. 


Colors are portrayed by contrasting values 
of black, white, and grey, distinguishing 
lighter values from darker ones. 





= 20v N 
Darker values are often used to 
portray red or blue. 


b 596 : 10% 


Lighter values are commonly used to 
portray yellow or pink. 





We. c. 
"me Used for Both Shading and Color 


* The same tone is attached in layers 
to portray shadow. 


* This technique, which creates a 
look common to anime, works well 
with close-ups and with 
illustration-style artwork. 
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7 Panelization Styles Used to Enhance the Character's Sense of Presence 


While manga artists seem to draw faces in countless 
different sizes, in truth they use only 7. Once you are 
able to distinguish properly these 7 different panelization | 
styles you will finally achieve success in enhancing your | 
characters' senses of presence. | 













a) Full Figure: Large 













































(Fig. height approx. 22 cm | U 25 about 
or 8 5/8") P (C you? 
a EE A 
This is an impressive : Ne A EN 
shot, used when the 525, 5 Se 
character is making his y / VL We | 
or her appearance on : ac 2 
MNiscrene The Seni ie Here we see a cut using faces’ sizes used with @ an 
about 3 cm (1 1/8") in ®. Bust shots like these are often used with 
height conversation scenes. The faces appear at various 


Sizes, according to the facial expression or 
dimensions of the face within the panel. 


© Full Figure: Medium 
(Fig. height approx. 14 cm or 5 1/2") 

This height is used for 

showing the character's ©) Long Shot: Large 
full figure. This height is (Fig. height approx. 
|} still considered on the 7 cm or 2 3/4") 
filt] large size for dramatic 
portrayal. The facial 












shadows are optional. ~ Long Shot: 

The figure below shows Mid-length 

a character of the same (Fig. height 
approx. 4 cm 
or 1 1/2") 





Long shots of a 
character are primarily 
used in backgrounds 
and settings in order to 
establish the scene. 
(i.e. they appear in 
panels focusing more 
on the background 
than the character.) 
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Mur zt 

Ws Me Dust of the large full figure 
west. saer. It is the most frequently 
1 2 character used in manga. Use 
^m gr tw face is optional. Shadows on 
hime gum are ei 













































The close up is used for scenes the 
artist particularly needs to convey to 
the reader, such when a character's 
lines are of consequence or to illustrate 
dramatic emotions and facial 
expressions. This is the optimal size for 
close-ups using tone for shading, etc. to 
\ achieve depth. 






\ 
NAFA 






This size has a broad range of 
application according to how the 
panel is designed (e.g. to show the 
face, the upper body, or the full 
figure). Effective with tone, 
panelization at this size is used for 
character introduction scenes, key 
Scenes, and high action scenes. 












For this shot, if the face were 
drawn in its entirety, it would 
take up the entire page. This size 
is often used to portray emotion 
in the eyes and is often cropped 
to show only half the face. While 
it is not used very frequently, ! 
highly recommend adding tone 
shading. 




















(7) Extreme Close-up 











Use tone for uniforms and other areas where the color is 
predetermined. As shadows are added when the face or 


the 7 Panelization Styles figure size is large, the tone gives tonal balance, drawing 


out the character. 


‘YY When the 
WI protagonist or 
her rival 
makes her 
appearance, 
use a full- 


Composition Samples Using 















I'm bust- 










It probably wouldn't 
be a good idea to 
shade our faces, 

given our size, huh? 

















Apparently, we are 
both long shots. 


| See me in extreme 
close-up?! This is 
used for those 
panels you really 
want to stand out. 
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© Full figure (large): Tone added for shadows on the face and figure and for the uniform's colors @ Full figure 
(medium and larger): Tone added only for shadows on the face and for the uniform's colors @ Long shot (large): Tone 
added only for the uniform's colors © Bust shot: Tone added only for the uniform's colors © Close-up (mid-sized): 
The face is cropped, and tone is added for shadows in the face and the uniform's colors @ Close-up: Tone added for 
shadows in the face and the uniform's colors Note: Actual size of drawing approx. 1.2 times (12096) that shown in 
figure. 





3 Panelization Styles Suited toward Shading ) perro ee nos esed wit. e 


following 3 panelization styles. 














Full Figure 
(Large) 
Try to keep 
] tone use on 
* the face 
” — simple (i.e. do 
not use much). 


‘NS 
lmumrwes ae used 
Ty zzmpositions, 

waas méroductory scenes for 
‘queers 2s well as major scenes. 
i zx mot to overuse tone by 
quw * to every single character, 
muim Farts could have the counter 
iwr a 2 messy, busy composition. 














p) 


Close-up (Mid-sized) 
Perfect for when a 
moderately large face is 
desired, this is half the size 


of a regular close-up and 
twice the size of a bust shot. 















Since volume is portrayed using light and shadow, 
use shadow to create a sense of 3-dimensionality. 




















Normal indoor 
lighting, sunlight, etc. 


1 20% tone 
Light Source 


10% tone 


While film and paintings require minute 
direction in terms of the light source's 
position or the placement of lighting, its 
intensity, number of lights/light sources, 
etc., in manga only the position of the light 
source need be decided (e.g. whether to 
place it to the character's upper left or right 


Here, the rays of light following parallel side, etc). 


lines are referred to as "directional light." 
Clothing: 1096 tone 
Shadows: 2096 tone 
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The spotlight is the most well known "light ray." In contrast to 


Special Lighting Effects ) the Sun, which is a directional light source, the spotlight is 
also referred to as a point light source. 











Spotlight Double spotlight 





























Combined Here we see light coming from 2 sources (combined lighting) — in 


Senause tne light off a spotlight tends to Lighting this case from a streetlight and from a gate light. While in reality, 
ie mense, use solid black ink instead of most lighting is combined, in manga convention leans toward 
ime x produce a dramatic effect. point sources or spotlights. Combined lighting is used when 


seeking an out-of-the-ordinary mode of portrayal or effect. 
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3 Types of Shadows Connected to Light: 
Standard, Bright, and Soft Light 










Shape with Standard Lighting 
Typically rendered in grey 


- Without Shadow 





While this style appears clean, it makes for an overly 
simplistic image up close. 


Bright Lighting 
Use black or a dark gradation tone. 


This is extremely common shading and works we 
for outdoors and indoors alike. 








Shadows rendering in 
hatching and crosshatching 





Shadows rendered in black 



















Soft Lighting 
Use tone with fine dots or 
a light value (shade). 


Bokashi 

(blurring) effect 
achieved by 
etching the tone J 





Temm = 35 Keep the neck Use #71, fine-dot tone. 


MD. CT 





Tone unetched: The small 
area occupied by the shadow 
suggests "soft lighting." 









Layering tone to produce dark V. 
shadows instead of using solid 
blacks creates a look common 
to anime. This style works well Drawing without 
with illustration-style artwork. solid blacks 


- LUI t 
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The Shading Process 








Penned Direction 
drawing e° of light 










The plotted 
shadows will simply 
serve as guidelines 
for where to attach 
tone, so avoid filling 
them in. 











D Plot the shadows. 
Use a non-photo blue or yellow 
pencil to jot down the shadows. 


Spotting Blacks 


Fill in any solid blacks before 
attaching tone. Standard practice 
dictates adding blacks under the 
jaw line and underarm. 





À e 
Lead markings of non-photo blue and yellow pencils disappear when the drawing is put into 
print form or photocopied, so they are frequently used tools. A mechanical pencil may be used 
18 instead, provided that the lead color is light blue or yellow. 


imge Shading 











Jr hes and Tone Gradation Tone 
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hatching that the 
strokes do not end up 
in different directions. 





matt ico s 
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The ABC's of Tone 


e Composition created AS Figure created using tone of 
using solely 1096 2 NN. uniform saturation but with 
7 varying dot size 
















Nos. 11 to 91 


The most | 
common form c 
tone, pictured | 
here, is known a 
"dot tone." 





61-— The 1 refers to. | 
10% saturation. | 
The ten's place refers to the dots' sid 


While each of 
these tones offer 
a different feel, 1 
we can see from 
their numbers the 
they are in fact à 
the same 
"saturation." The 
larger the figure t 
the ten's place, ` 
the smaller the 
dot size, and hig! 1 
numbers like 60 
70, and over have 
very tiny dots. 

















i"osiSon created This figure was created using 
10% to 90% tones solely of the 50s range. 
ton) tone (i.e. all of the dots are the same 
Size.) 














Tones between 50 and 55 
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Tones with the same number in the 
ten's place have the same dot size. 
The difference lies in the density 
(saturation level). 





50s series tone 30s series tone 


mes usec on these 2 pages are IC Screen. Slight differences do appear from brand to brand 
gr sce and in the spacing between dots, even-when the tone numbers are identical. 
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Attaching Tone —tools and the Process— 








ER Getting Started (Before Attaching Tone) 























Attaching Dot Tone to 
a T-Shirt (IC-51 Used) 


Non-stick paper 


; Matching up the Tone Size 
backing 


Adhesive 
back 











© Lay the tone with the backing attached eoo 
th | @ Trim the tone to the 
desired size (cut it slightly 
on the large-side). 





New tone has a paper backing. 





When attaching tone to the whole panel, Y 
some artists will slide the panel e 

between the tone and its backing. The tone may be trimmed 
Caution: the adhesive back of the tone with the backing still 

22 does pick up specks easily. attached. 





T 


Points Concerning Tone 
Alignment 


ueste me on top of the panel and press lightly. 





‘ow m cover the entire target area. Do not pies dowm thc Hard an 7 


ortions you plan on removing; € e e e 
C U EE E Ws » 
L 1 EE il dis 

















| It is important Except for when a 
that you align the particular effect is 
tone squarely desired, tone is 

against the panel rarely attached at 


or drawing. a skewed angle. 


Ñ 





B ji : 
M ppm ibit 








Press down on Another good idea is to 
areas to be check the alignment with a 
permanently straightedge before pressing 
attached. down on the tone. 


Common Pitfalls 
Smee the tone is supposed to cover the T-shirt, trim it QE J 


z extend slightly over the target area in all directions. 
(Do not use the panel as your guide to trimming. 
“ways remember that the target area is the area to 
amich the tone will be attached.) 






The tone fails to cover the 
entire target area. Take 
careful note of edges and 
corners. 





When matching the tone 
to the target: A Word on Soiled Tone 





Particle 
Paper backing 


Dust 





The adhesive backing easily attracts 
particles, and once the particles 





wr attach, they will not come off. Particles attached 
quu to soiled tone will 

Always leave on the paper show up during the 
ume" never remove the paper 





backing. printing process. 


mme Fom the entire tone when 
"mc tone to a small target area. 
“we achesive back easily attracts dust 
ces, which could ruin almost 
ila’ ‘Tre tone.) 





The particles are 
still evident even 
after greatly 
reducing the 


image. 23 


ut reri 











El Trimming the Tone Good 


The knife is held similarly a 
pencil, but more erectly. 


Not goc 





Replace the blades as they 
become dull. 





Craft knives 


|| / Blades with 60° 


| angles do cut better, 
BE |. but they are sharp, 
y | £-. go be careful when 
D “using them. 


45° angle 60° angle 





Hold the knife as upright as possible. 


Rotate the drawing, 
cutting along the 
penned lines. 





C3 


Take extra care with 
corners and areas where 
the knife direction 
changes, as they are often 
not fully cut. 





Contour line (main line) 





Tone 





Try to trace the contour lines 
with the knife. 
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W semoving the Tone 





Nine tHe tone, lift up an edge using 
nt arme 





wmm. atso be used. 


imei zrevents the 
summe Sack of the tone 
itme touching 
wmm i protects the back 
momig. Once you have 
mmm -accostomed to this 
i you will become 
mstecove in handling 
MU EE 








“= zoints are peeled up easily. However, they are often not 
" ==. so take extra care with corners or points where the knife 
cn changed when peeling off the tone. 








Lift up the edge. 


Removing the tone can be lots of fun if it 
has been cut properly. 






If you accidentally cut 
all the way through the 
drawing, reattach it by 
affixing cellophane 
tape to the back. 
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E] Rubbing the Tone 


Tone Burnisher 








The burnisher 
ensures that the 
tone securely 
affixes to the 


tone down on the 
drawing and rub 
with the burnisher 
to ensure it will 
not detach. 





Lay the tone's paper backing 
or a sheet of photocopy paper 
over the tone and rub. There 
are rare occasions when 
rubbing directly the tone's 
surface that the tone rips or 
becomes damaged, so | 
recommend using a buffer 
paper to those who tend to 
press down hard. 
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drawing. Press the 
























Correct way to hold the 
burnisher (Front) 


1. Rub the center region. 2. Rub the edges of the tone and areas with major contour lines. 





A 






The stylus is used to 
press down securely 
tiny trimmed areas, 
corners, etc. 





The stylus is used 
when adding the final 
touches, such as going 
over one extra time 
areas that detach 
easily. 


v uurmmer-ssde of the stylus allows 
LT wn firmly; however, you 
wm Samaging the original drawing, 
su x sse a buffer sheet. 








vero. 


The stylus is held almost the same as 
a pencil. 





Hold the stylus at an angle Here, the stylus is held too 
close to the paper. vertically. 





Points requiring repeat 
rubbing. 


asic Knowledge in Removing Tone and Handling After Removal 


qemewing tone 2. After removal 3. Removing residual glue 


ie 





Use a clean regular or kneaded 


After the tone is removed, some glue will ine oa ea ec al d 
remain. This tends to collect dust and grime if rane ori aac se hel ij 
left as is, plus it could become inadvertently p y 


stuck to drawings or other paper laid on top. inia SUA ede 
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A Gradation tone generally comes in 2 types: dark gradation, whic | 
Sample Uses of Gradation Tone gradates from black to white, and light gradation, which gradat=s 
from grey to white. There is a diversity of gradation tones on t^e. - 
market, coming in varying widths, etc. 





Gradation Tones 











2-level (vertical) ^ 3-level (verti 
gradation gradation 


2-level (horizontal) 3-level (horizon. 
gradation gradation 


Light gradation 





Dark gradation 











Just what does that "L" mean at the end of the tone number? The "L" is an abbreviation for "line," anc 
it refers to the number of lines (rows) c 


dots. This acts as a guideline when 
layering tones. 


Patterns, including a moiré effect, may appear wher 




























1" 2 2.54 cm 
tones are overlapped. 
+ 
42.5L 60L - SUL s mm 
1'2254cm 1 sq. in. contains 60 lines Although these are both 1096 saturation, when 
1 sq. in. contains 42.5 in all directions. 


overlapped, the different numbers of dot lines 


lines in all directions. 
causes a pattern to form. 


Layering to Darken the Tone without Creating a Pattern 
















42.5L(10%) 42.5L(20%) 





Overlapping tones with differing numbers A pattern can be 


of dot lines at various angles affects the created by layering 
appearance of the pattern formed. tones with the sam 
number of dot line: 


at an angle. 


28 These patterns, including the moiré effect, may be used as print patterns = 








Character Shading 
and Tone Portrayal 


































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































The neck is a cylinder, causing 
the shadow underneath the chin 
to have a curved contour. 


ON 
D Front Left 
Light Source 


Straight on 
Light Source 


—= 
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: | 


nose and the chin when 


Shadows form under the 5.— \ | j j 

a light source shines | | | 
from straight ahead. ( ) 

Shadows also form M HN CST 7 


underneath the lower 
lip and the bangs. 


(a) 
T 





3 main types of shadows form underneath the chin. 
Use all of them at your discretion. 





Se Besics of Cheek Shadows 70 im 


e 








= Upper Left 
Light Source 
- aN 


A shadow echoing the jaw line 
forms under the chin. 


Dark and Light Shadows: Bright and Soft Light 


A shadow's darkness depends on the intensity of the lig 













Dark shadow 


Bright Light — source. Differences in the value used for a shadow varies 
ul D according to the brightness of the lighting. 
m 
m d Za 


Black shadow 


S 


UA 
ANS 
D Lit surface 
ai TT Light shadow 
so Q 
: 2 di A7 





I 


WM rug, 


Grey shadow (halftone) 


When the image is small. 
use a black shadow for 
underneath the chin, 
regardless of the light's 


The shadow's edge brightness. 
may be blurred. 





Shadows 
Rendered in 
Black 


Use black shadows with 
spotlights or with bright, 
midsummer sunlight. \ 
Black shadows are used to 
create a striking 
impression or when 
seeking a specific effect. 









Shadow created with 
dark gradation tone 





Shadows 
Rendered in 
Halftones 


Halftone shadows are 
used to give the face 3- 
dimensionality and draw 
focus to the character, 
regardless of whether 


indoors or outdoors. Shadows created 


using penned lines : 
lieu of tone appear 

frequently in realism 
de manga. 





Shading Examples 












Hatching 






Hatching 
Here, | attached dot 
tone over diagonal / 
hatching. "NR 

| created a sense of 3-dimensionality in the lips 

by attaching and etching standard dot tone. 


lumen tone is effective for 
aUe: Texture of skin. 





| : Backlighting is when the light source is located in back of 
arxichting the subject. Shadow is added to the front of the subject's 
face, generating a dramatic mood. 


Filling in the figure with 
solid black creates a black 
silhouette. The key point 
here is that the eyes were 
left white. 

















































































































wes : For this figure, tone was attached to the 
1:7772dge. Another entire face but the eyes, left white. This 


vould be to „e treatment could be used to suggest flames 
ad etch line burning behind the figure or other 
pi situations with low lighting. 





When to Keep the Face Shadow-Free 














Bust Shot 

The head (including hair) measures at 
approx. 3 cm. (1 1/8"). Shadows may 
be added to the body. 


Full Figure: 
Medium 

(Fig. height approx. 
10 to 12 cm or 

3 7/8" to 4 5/8") 
Add shadows to 
the skirt, etc. 


When showing the full figure, shadows may be added to 
the face, even if the figure is bust-shot size. 














Shadows do not work well on faces when the image 1i 
tiny. Use tone on clothing, hair, shoes, and other mam 
colored areas. | limited the figures on this page to t 
that look better without shadows on their faces. 





Standard Long Shot 
This figure is approx. 3 t: « 
or 1 1/8" to 1 1/2" tall. Av’ 
size, the facial features ar 
barely discernible, and the 
is virtually just an outline 


Long Shot: Large 

Here, the figure is approx. 6 to 7 cm 
or 2 3/8" to 2 3/4" tall. For this size, 
| opted to render her "red" bangs 
using solid black in lieu of tone. 


them appear 1 
extremely dissi 
in size, the faci 
features are Tw 
same size. 


Figure 83% of original print size 








in Suggesting Color through Tone: 
?zmning According to Value Contrast 















Tone Values and Corresponding Colors 





Flesh tone shadows: 1096 


Red & blue: 30 to 5096 


Deep colors: Black (Solid) 
(Deep red or blue) 












Here we see the cover ded E : une 
illustration rendered in (Pink or light blue) 

n odit inre eco MET UE Sap s can 
NN Green: 20% 


scale). Colored images 
are rendered using light 
and dark values when 
printed in black and 
white. 


(Use solid black for dark green) 
Light green: 10% — — 


Yellow: 5 to 10% e 











Red (30%) Red (2096) Red hair using 
diagonal hatching 


Different Colors Suggesting Using the Same Tone Value 





A flush to the cheeks Suntan 


Grey values are contrasted with black and shaded areas, 
creating the illusion of a color palette. (The same 10% tone 
was used for both figs.) 


a> 





d Violet 
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| Common Facial crise 


bari Mahe 


Let's ek 











cal Applicatio nels (Front View) 
A broad range of facial shadows 
are created by modifying the 
angle of the face inside the 
panel or the way it is trimmed, 
or by switching the shadows 
from the right to the left side 
of the face, etc. 





Here, no light is shown touch] 
the face, and the tone was cu 
so as to leave the eye white. 





A solid black shadow may be 
used for the shadow underneath 
the chin in lieu of tone. 




















Here we see use of shadows formed from a backlight. Be 
conscious that the figure is backlit and use broken external 
contour lines to create the illusion of glowing light. 















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































These are essentially g-type 
shadows. Depending on how 
prominent the facial features, 
shadows may be added 


HARM 


MA underneath the brows and 


eye sockets. 


The mood of the image changes 
depending on the tone value and 
pattern used. Solid black may be 
used instead of tone. 


Below is an image 
created using j-type 
facial shadows as a 
point of departure. | 
omitted the cheek 
shadow and added 
shadows underneath 
the nose and to the 
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Shadows form in basically the 
same manner, whether the figure 
faces right or left. 


(Shown facing lev 
i 



















Wumtering the Hair 


T. MNT 


Black with 
Highlights 


Tone used for 

Sie) shadows (in areas 
BS opposite the light 
Source) 


immer Tone 


Highlights (areas 
touched by light) 
expanded 
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d-type shadows also work well in close-ups. 
Shadows may be added to the eyes. 
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ji ( . 
| Here we see an image 


using b-type shadows. Use 


| shadows with sharp angles 


with long faces. Gently 
curving shadows work well 
with more typical faces as 
seen below. 








HA 


e-types have the fewest shadows, with shading 
solely located at the hair, the nose, and the chin. 
This works well with clean, cheerful compositions. 









Y A 


Forward facing figure using f-type shadows 


This combination of e and d shadows can be used to 
accentuate a particular mood. 
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Expanding the negative space in the direction faced by the figure adds to the 
effectiveness of e-type shadows. This technique is suited toward long panels. 
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Moderate Low Angle 

















The shapes of the hair 
shadows are intricate. 
Contrary to what you might 
expect, duplicating the 
exact shape of the hair in 
the shadows will make the 
composition unnatural. 


AT 
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Moderate High Angle 








Mio to Panels (Moderate High Angle) // a; 
Iu c bu 

















ii A 
aws which fall across the forehead 
mum ur z5ective in close-ups. 












z shadows are effective both when 
"wg the entire head and when cropping 
we just showing a portion. 



















| Common Body Shadows 


Shadows are added to the body primarily to g 
the figure a sense of volume or to accentuate = 
forms. Consequently, poses and compositions 

that draw attention to the figure's contours or — 
musculature tend to be favored. 






















Adding to the girths of 
the arms and thighs 
generate a weightier 
feel. 


The key to exquisite, 
lithe muscles is to draw 
the arms and legs on 
the lean side and 
maintain balance. 


Action scenes, which 
primarily comprise 
martial arts scenes, tend 
to draw attention to 
male characters' 
muscles. Have a look at 
pro-wrestlers and body 
builders for reference. 
To draw handsome, lean 
muscles, look to the 
bodies of dancers. 
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inni 1 ; : Limit lighting to a single source 
Principles iL Figure Shading (i.e. add shadows from a uniform direction) 













Shadows form or | 
surfaces oppose — - 
the light source 







Gradation tone is 
often used for 
black or red. Since 
there is no set rule 
regarding the 
direction the tone 
should be attached 
(e.g. black to white 
or vice versa), use 
your own 
discretion. 
















Note: Traditional bunnies 
have cotton tails. 
















When applying 
shadows to male 















characters or figures 
with different builds, 
the concept remains 
CN the same; although, 
A the shapes of the 
= shadows may change. 
IL 


I 
|| 


| 
; 


—— 


Drawing diagonal hatching 
in the direction of the light 
source clearly establishes 
the direction of light and 
serves as a guide when 


EV tne 
\ 





There should usually be 
2 single light source. 
fet good 


Q 


Facial shadows 
indicate a right 
light source 





snading the face and body with 
z-adows indicating different light - f 
sources results in an unacceptably Here, | drew the body's shadows to Here, | drew the facial shadows to 

awkward composition. match those on the original face. match those on the original body. 53 









a a 
Tricks to Drawing Body Shadows 
= papdy Seri difficult to identify with absolute certainty how shadows 


Light source Figure with re] Good 





left light source 





Draw the neck, arms, 
and legs as cylinders. 


Not good 








A light source from 
the upper right 
makes it difficult 
to give this figure 
3-dimensionality. 


Use a 
block for 


the torso. 
The key to having shadows form on 
the body's surfaces is to establish 
the position of the light source. 
Playing around with the light 
source will cause them to become 
unmistakably odd-looking, such as 
when drawing an indoor scene 
where the position of a light is 
predetermined or when the position 


























Jot down the body's in relation to the sun is clearly Figures with — 
parts as blocks when established. In these cases, average shading 
laying out shadows. . shadows must be clearly drawn 


according to positional 
relationships. However, you may 
establish a special light source 
when drawing shadows specifically 
to "make the character look good" 
Common Shading for the sake of character portrayal. 


Patterns 






instead of 
lines were 





used to 
delineate 
the stomach 
muscles. 
: Figure with an abundance Moderately abundan: 
Figure with an abundance of Figure with minimal shading lit of shadow (e.g. Sun to shadows 


figure's back; light source 


h .g. Sun to figure' f left (Light 
shadow (e.g. Sun to figure's rom the upper left (Lig at aper left back) 


back) source at upper left front) 


Minimal shadows 


Shadows form on clothed figures 
approximately the same as they 
would on a nude. 


Minimal shadows 



















Shadows rendered in hatching 


Scapula 
(Shoulder 
blade) 


Add shading 
to the small 
of the back. 


To accentuate the 
back, add a 
shadow to the 
small of the back. 





Upper left light source 
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wm ae the Back of a Jacket UY 








Special effect: 
Strong lighting 
from front of 
figure 









m LM 


imi light source Upper right light source 


Special effect: 
Lower back light source 





This lighting is 
suited to dramatic 
Scenes such as sci- 
fi related or on the 
roof of a building. 






Ipae light source 


) Upper left light source S 


Ssacdows on 
*« Posterior 


——3À Slacks 


Close-ups of a male 
character's derriere are 
not common, and 
shadows are not 
typically added. 
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The female figure is composed of curves, 
Female Characters causing the edges of shadows to curve as well 


Figure Study 





Upper left light source Upper right light source Upper left light source Upper right light source 


Study how shadows form on spherical objects when addinc 
them to the chest and backside. The most common styles 
are crescent-shaped shadows and bottom shadows. 


2 Common Shadow Types Used to 
Accentuate the Chest and Posterior 





Upper light source at 
oblique angle 


e 


e 


Crescent-shaped Shadows 


Overhead light source 


= 


Bottom Shadow: 

















| ment Shadows s Bottom Shadows 





Side Shadows 











i 





Front light sources are suited to 
emphasizing the chest. 


Combined Lightinz 


2] 








Front Light Source This is a key shadow. 


Back Light Source 


This light source is great 
for drawing attention to the 
backside. 

Combined lighting from both the front an 
back is used to accentuate the feminine 
charms of a female character. 


This is 2 key 
shadow 
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MCN. STOW S 


Use these shadows to accentuate 
a posterior clad in tight jeans. 


Guideline for positioning shadows 
on the backside. 


Shadows form underneath the areas 
that project outward the most. 
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Shadows at the Feet 





These shadows are primarily added 
Shadows at the Feet (Puddle Shadows) to shots of characters ranging from 
medium full figure to long shots. 


K 















Use gradation tone. Feel free to bi 
the edge of the "shadow." 





Long Shadows 

This is effective for 
portraying scenes with 
a setting sun. 











When drawing a long 

. Shadow, jot down parallel 
^ guidelines for the 

d shoulders, elbows, waist, 
and knees. 


Although the character's skirt is 
rippled, the shadow at her feet 
remains simple. 


Not good 














Intersecting Shadows 
Here we have light shining 
from multiple directions. 











T 
MS 








Leg shadow 
Silhouette Shadows Created by Backlighting 
Solid black in lieu of tone makes for a more dramatic 
portrayal. 


Shadows at the feet are normally omitted from - 
manga artwork. However, they are included in i 
long shots or when seeking to create a striking 
effect. 




















«mec Puddle Shadows 





Solid black 





Use an elliptical form for 

shadows at the feet. Be sure 
to draw as well portions that 
will not be visible in the final 
composition. 











Tn-ssmacow is too 
ame and should 
mwe sewer ripples. 





—— aanak uA = 


Outline 


Warfiesccons Gradation tone 
"m-mscow-style executions to portray the luster of a floor. 














ipec:al Effects 
iw= speed lines are used to portray shadows. 
















































































Use a straightedge to draw fine, 
horizontal lines. 





63 








Creating a Composition without Using Tone: Tone used to portray colors anc 
Sample Compositions in Pen shading by contrasting dark anc 


light shades originate from diaz: 
hatching created using pen. 























Facial shadows 


REd 
E 
E 
> 









Tapered lines drawn using Hatching portraying the color Crosshatching is often used This hatching used under 7» 
a straightedge and texture of hair or boots to portray the texture of chin and on the floor crea 
clothing or blackness. Here a gradation effect. 

it is used for clothing. 













Movement with a 


Sense of Presence 










Shoulder Basics 





[| 

I 

[| 

[| 

[| 

[| 

I 

I 

I 

I 

i 

I 

I 

I 

[| 
Line connecting 1 
the right and left , 
sides of the A 
base of the neck i 
I 

I 

[| 

[| 

[| 

I 

1 

[| 

[| 

[| 

[| 

[| 

[| 

[| 


Scapula line 


The scapula is a 
key element for 
giving the body 

volume. 
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Good 





The Key Points to Portraying Natural 
Movement Lie in the Shoulders 


Base of 
the neck 








Normally, when a figure is portrayed standing straight 
a line connecting the right and left shoulders (shoulder 
line) is horizontal. 


Not good Not good 











Here, the shoulders are not properly Here, the neck broadens =" 
aligned, and the base of the neck base, and the right shouc« 
(marking the top of the shoulder missing. 


line) is also tilted. 





The shoulder line is a 
line drawn from the tor 
of each shoulder, 
connecting the two. 


Horizontal shoulder line 


Here we see guide 
framing for a bust shot 
A bust refers to a portra” 
from chest up; however 
in Japanese manga, a 
bust shot usually means 
a portrait that starts 
somewhere above the 
chest. The shoulders 
should be visible. 





numa Tye arms up and down causes 
‘waimawider line and the chest line to shift. 








Not good 











The shoulder line and 
chest line should be 
parallel. 


peunec og eames! o ace Shoulder line 


While the shoulders may 
be skewed in this 

Chest line manner, the chest line 
should be similarly 
angled. 





Not good 


Raising one arm causes 
the breast on that side to 
rise as well. 


" 


Here, the angle of the chest 
line is natural for when an 
arm is raised, but the 
shoulder line is not. 


The neck on the 
side of the raised 
arm becomes 
compacted: 





Bad example: 
Here, the two shoulders 
are even. 


Raising an arm causes the base of the 
neck's position and the shoulder line to 
shift. Raising the right arm causes the 
right shoulder to rise. The shoulder of 
the lowered arm is likewise low. 














Ti Draw the entre 


Juncture of the Shoulders and Neck (Shoulder Levels) ) '. wee 
This figure was drawn Neck and shoulder juncture b 7 even portions Të 
Z-—— «« Will not be visite 


at a moderately high ‘ i= y d 
angle. From a 3/4 1 gZ— JE in the final i 
view, the shoulders \ | =“ composition. Am l 
appear askew. "& to keep the line I 
I) connecting the 
j| juncture points 
parallel to the 

shoulder line. 








Shoulder line — 


A — Chest line 


Base chest line 








Here we see a leaning pose. The Raising an arm causes the chest Raising both arms causes the 
shoulder and chest lines are on that side to also rise, figure to return to its original 
parallel. eliminating the angled feel. angled pose. 


Successful Drawing Tips 




















Use this line to confirm 
that the neck and 
shoulder junctures are 
angled parallel to the 
other lines. 









Provided that you keep 
the shoulder line and 

chest line parallel, you 
should be able to draw 
any bust shot. 
















|. The left shoulder and 
/ chest seem to be 
turned to the right. 


MEC ETT T 
imm. ape 


E 


* The neck is too thick 

* The right shoulder is ambiguous 

* The torso seems to part in profile 
and part in 3/4 view. 





lier the torso is 
m 34 view, the 
qmasider should 
Me zer3ally 

SOE 


Final Drawing 


Bring the neck 
contour in from 

the ear, closer to 
the face. 


(D Correcting the neck 








Torso in profile 


The shoulder is in 
clear view when the 
torso faces the right. 








Move this contour so that 


[ < itis underneath the chin. 


Draw the shoulder line 





Torso in 3/4 view, facing to 


the right 


Final Drawing 69 






The Bust Shot Drawing Process 


Figure in 
standard 












(Axis) 
The 

= line 
Draw the face | 
(Crossed lines indicate 
the direction the head 
faces). 


The arcs of 
these lines are 
critical. 


Sketch in the shoulder line 
and a layout of the torso. 











Adjustment of the 
shoulder line 


y Sketch in the 

` underarm (where 

3 7 the arm connects 
X tothe torso) and 

determine the 

arm's girth. 


Once you have sketched 


the two with a line (the 
underarm line) parallel to 
the shoulder line. 


Connect the neck to the shoulders using smooth 
contours and position the underarms. 


© Clean up the torso's contours using the chest as a guideline. 





Detailed Example of Using Knowledge of the Body's 
Structure to Draw | 


Neck bones 


the left underarm, connect 


a 
pose 


shoulder 
is straight 








Identify how the clavicle flows into 
the shoulder and how they conec 


Raising the left 
arm causes the 
shoulder line to 












tilt. Since the brezs 
... begins at the 

Draw the same point as te 
chest and the underarm, the 
arms. underarm alsc 

The top of the marks the top = 

breast begins the breast. 

with the same 

contour as the , — 

underarm's 

origin. 


in 


The chest line 
falls midway 
between the 
underarm line 
and the base 
chest line. 


Sketch in the 
face's layout 


Adjust the shapes of the lower areas c 
the chest, the shoulders, and the 
breasts. Clean up the back's contours 
Use layout guidelines to arrive at a line 
drawing of the torso. 









Top of the chest 
! Bust line 

Sketch the face, filling in the 

facial features and hair. Add 

clothing adhering to the 


torso's contour lines. To accentuate the chest, leave the top of the 
chest at the same position, but shift the breast's 
peak upward. 


MM DS ne 
Te rd 





Modest build Voluptuous build 


Final 
Drawing 





Finished with Tone 





rg 









The Side Centerline Gives 
the Torso Volume 


The side of a torso is long and narrow and is not visible from the 
front or back. Yet, the side constitutes a vital point when drawing 
most poses. The side also contains a "seam" connecting the front 
and the back. This seam is called the "Side centerline." 











Area of body 
visible from the Draw the arm's / 
front thickness at about 
the same as the | 
width of the areas of 
the side not visible. 4 
The torso's 
silhouette 
changes from 
Side centerline the front to bax 
views. The s 
centerline is 7 


Border dividing The side centerline appears as a isible. 
those areas visible "seam" in the majority of clothing vone 
from those not 
visible from the 
front 





Loose fit 


Area of body not 
visible from the 
front 


The side 
centerline and 
areas visible from 
the front joint join 
at the leg. 


Torso's thickness 





While in actuality, clothes do add a bit more girth to the torso all 
around, in manga, it is perfectly acceptable to use the same 
72 layout for the character's figure nude as for it clothed. 


iim Zuid 



















Contrast with an average 
build figure 


e t 


«mm TIT 


‘Side centerline 


Border dividing those 
areas visible from 
those not visible from 
the front 


Draw the torso of a slim 
build on the narrow side 
while retaining distinct, 
separate curves for the 
chest and rear. 


ize Characters 


Side centerline 


Border dividing 
those areas visible 
from those not 
visible from the 
front 


The thickness and appearance of the body should be 
handled similarly to that of a female character. 





6 Lines Vital to Successful Drawing 








Practical 
Application 






The centerline 
Serves as a guide 
for drawing the 
button front 
closure. 










Side centerline of 
the skirt 





Side centerline 


The side centerline serves 
y as guide to facilitate 
T-shirt without a Including the side attaching tone. 
side centerline centerline gives the torso 
clearer definition. 





74 Note: Some T-shirts lack the side seams from the underarm down. 





The side centerline along with the 
torso's thickness gives the torso 


clear definition. 
</ 
77 
; 
| 


aa 
















ume, ^^ 


Sleeve seam 









Side centerline 


Loose-fitting 
clothing 





Wut 





Tailored-fit 
clothing 


When seeking to add simple 
shadows using tone, sketch 

in a side centerline to use as 
a guide. 





The Clavicle Is Another Vital 
Point to Giving the Torso Volume 





The clavicle is key to constructing 
the upper front of the torso. 


Clavicle layout 





The clavicle forms an S-curve 


when seen from overhead. 


















From a normal stance, 

the clavicles do not really 
Mimims That Make the change in appearance even 
when an arm is raised. 


Raising both arms 


Vinmeies Stand Out 






Jutting the neck 
out and down 






Pose with both arms 
and shoulders 
rotated forward 


Clavicle layout 


The more the neck is Clavicles often become 
rotated to the side from prominent accompanying 
the front, the more the neck movement, or when 
clavicles and the neck both shoulders are rotated 
muscles (tendons) forward or when the 
protrude. shoulders are tensed. 


T? 


= The clavicles are prominent on 
Sample Clavicles thin builds and relatively hidden 


Female Characters on fleshy figures. 

Clavicles 

rendered in XY E 
detail 






Abbreviated 
clavicles 


Because the clavicles allow you to portray the maleness, 
femininity, or adultness in a character, they are often 
included when the artist intends to draw out these traits. 


Children 





Incorrect Clavicles 





\ l The levels and positions of the two 
Leave out the clavicle do not correspond. 






when drawing children 
(this will make them 
more "childlike"). 


Here, the length and position do not match. 
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y 
Wue maracters Di 





The developed 
muscles prevent 


shadows from 
Es forming H 
Mex te underneath the 
TM s icle. 
BS —— : C N 
, 
be ma Sings 


Use hatching and shadows to beef up 
a muscular character's bone structure. 














‘ietinguishing Male and 
“emale Characters Draw the clavicles so that the reader 
7 can distinguish the character's gender 


at a single glance, even when wearing 
f a T-shirt and only a portion of the 
TF figure is visible. 
/ NE 
SA # 


Sa 
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This distance is 
equal to or 
greater than the 
head's length. 


The arms also stretch. 








The figures height 
expands by the length 
of the feet when 
standing on toe tips. 


' 

1 

1 

1 

1 
~~ 

1 

1 

1 

1 

1 

1 

1 

1 






Stretching the body to the 
extent possible lengthens 
even further the torso and 
upper body and the arms. 


The torso 
stretched 


Showing a Figure Extending and Contracting — 
Allows for Dynamic Expression: o» ss Henen Body 





Our hands, legs, and torso extend and 
contract. Being aware of how far a limb 
bends forward or back will allow you tc 
draw your characters' movements 
convincingly. 





Bone hi, 
i S 
Cartilage 
W f 
Ref. Fig.: Spine Ref. Fig. Knee 
The Principles behind 


Stretching 





Hard bones are connected to each other by soft 
cartilage. Cartilage has elasticity that can be likene: 
to rubber. 


Stretching and Contracting 
Caused by Bending 





A 


Contract! 


x 
Contracted 


\ 


Stretching and contracting both occur 
during the act of "bending." 


Stretching occurs at the shoulder (joint). 


Clothing is designed with movement (the body extending) in mind. While some 
clothing is made of fabrics capable of stretching and contracting (stretch fibers), 
typically, clothing is pulled with the body, altering its silhouette. 


«mw m Clothing 






imuped Top 








With both arms With the arms 
raised extended to 
the max 


The length of 
the torso 
exposed is the 
same as that it 


The shoulders extends. 


and arms pull at 
the shirt, causing 
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i Stretching and contracting of the neck is 
Bending the Neck a frequently used, key motion. 


Common Stretching and Contracting of the Neck 







Normal pose Leaning forward x Looking down 


Stretching and Contracting to the Side 


Tilting the head 
to the side 





Head held relatively uprig™ 
with shoulders raised 









At this angle, the 
neck is obscurec 


This is a combination of leaning 
forward and looking down. The 
back is rounded, and the neck 
underneath the chin is extended. 





Here, the character is 
looking down with her 
chin tucked under. 
This pose is almost 
identical to the above 
"looking down" pose. 
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Witing te Head up 


The trick is to give the neck 
a dramatic angle. 


mng Forward with the Body 


AC o) 
Wb, ‘| 
V PS 
a 
T 
«IH 


The contour from the neck 
to the shoulder is critical. 

















The head should 
be tilted more. 


Not good 


The neck-to-shoulder 
contour is too short. 


Bad example. 


The neck should 

be longer. 

Changing the direction 
of the face creates a 
"glancing back" pose. 





The neck is 
too short. 





The chin raised naturally: 
note that the neck is 
stretched. 


Carrying a Load of 
Normal Weight 





a> 
Not good Good 
ry 
Drawing the back > 
_and neck straight B iD Wg 
suggests either ? d Emphasizing the 


that the load 
carried is light or 
that the character 
is strong. 
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Scenes in manga of a character toting a heavy load require that you take 
extra care with drawing the arms in an extended position. 
















Lifting a Moderately 
Heavy Load 


Lifting an Ultra- 
Heavy Load 

















The shoulders drop. The shoulders 


op even furi 


The body hunches 
forward. 


While the arms' length do 
not change dramatically, 
giving the muscles a 
moderate bulge shows 
that the arms are being 
stretched. 


The legs are prd 


Another nice touch would 
be to show the feet 
sinking into the ground. 


(about 5% ii 
10%) longe: 


clavicles suggests 


A Contrast of arm 
straining. 


lengths: Dravi 
the forearm a^: 
wrist narrower 








The body is pulled 
to the right by the 
bag, causing the 
character to want 
to lean toward the 
left, and the head 
to tilt to the left. 





The arm also stretches 
when grabbed and pulled 
back. 


Te Elbow and Wrist Wrist 









Since the wrist is 
capable of bending 
toward the front as 
well as the back, 
wrinkles form around 
all sides. 





X A wrinkle 
forms here 





Here, the wrist is bent unaffectedly, 
illustrating the wrist's natural movements. 


The wrist 


m 
twisted 
m 


(Lu 


v 


These poses are suited for affected, 
contrived gestures. 


The elbows and wrists 
become key elements 
when the hand is brought 
to the face. 





F The stretching and contracting of the hands and fingers is tied ir: 
The Hands and Fingers the opening and gripping of the hand. 








5 Poses Where the Hands Play a Key Role 









Fighting stance 


Speaking (with the hand 
held to the face) 


Hand unconsciously 
draped over knee 


Pointing 








wv “aunts in Drawing the Hands and Fingers: Artists tend to concern themselves with the shape of 
Ime up Thicknesses and Lengths the hands. Still, you should be able to produce a 
satisfying hand even if you do botch up the shape 
somewhat, provided that the fingers' thicknesses, 
lengths, and nail shapes match. 







llit producing a rough drawing, sketch the 
umerate positions, shapes, and sizes of the 
"ws. "ou should establish the image in general 





Simple Rendition 
Here we see a clean 
line drawing. 





itr mistakes have been 
mate in the figure above. 
A 










Te *ngers are 
erent thicknesses 
yt 5e nails are 
erent sizes. 





Realistic Rendition 
Showing the muscles 
around the fingers and 
bones in the hand 
(drawing the tendons 
protruding) gives the 
hand a realistic flavor. 


Here are 9 common 
pitfall points. 
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The Hand Held Unaffectedly 
Use these gestures when drawing a figure held naturally 


or when standing normally. 
Standing Normally 


Lightly Clenched Fist 





This is a better facial 
expression for suggesting 
readiness to fight or 
determination. 


Use this face to show that a 
character is alerted to something 
or feeling tense. 


The hands add to expression of the character's emotional state. It is 
important to distinguish gestures. To portray a normal or casual atmosp^e- 
show the hands in a relaxed state. To portray tension, show the hands 
clenched in fists. Take care when drawing the hands, as both natural anc 
contrived or awkward compositions show up clearly to the viewer. 


This strongly clenched fist suggests 
that the character is either about to 
engage in battle or is feeling oddly 
tense. 










Character in relaxed state 


Here, not only is the hand in a fist, but the 
wrist is bent back. This generates an even 
more awkward image. Hands drawn like 
this should only be used in special 
circumstances or with an odd, eccentric 
character. It could also be used in combat 


Scenes. 7 > 





Character in normal state 

















The fist ts a symbol 
of the intent or 
feeling of tension in 
the owner. The 
unconscious 
clenching of the hand 
acts as evidence that 
the character is 
tense. 





Awkward 





Natural 


The hand held lightly 
clenched when the 
character feels slightly 
tense or when deep in 
thought. The character is 
unconsciously tensing 
her hand. However, since 
the hand is not balled 





Here, the hand is held 
open in a normal state. 
The hand is unconsciously 
relaxed. The fingers are 
bent into gentle curves. 


into tight fist, the thumb 
se the hands to show a character's is slack. 
motional state when glancing back 






Differences in the 
impression the character 
projects or her 
personality vary with 
how the hands are 
drawn, even in the same 





portraying the moment a 
character glances back 
and is slightly surprised 
or experiences a little 
jolt. This is the hand 
most suited to looking 
back unaffectedly. 


S 
The lightly gripped fist is 
works well when 
The open hand suggests 


that a limply held hand. The clenched fist works 
This hand is suited to well when showing the 
suggesting character in mid-sprint 
disappointment. or to suggest a 
determined state ("You 
can't make me!" etc.) 


Extension and contraction of the legs are primarily 
allocated to kick scenes. The prevailing trend is to 
indicate that the leg is extended using special effects 
lines or other means to blur the foot. 













There is no way the kick can be 
delivered from this distance. AEA 






When showing a foot that has 
delivered a kick pulling back, 
add diagonal lines to the knee 
xm : T to portray movement. This 
Yet, somehow it is. Here, the tip of the foot is effectively creates the 

not drawn, but rendered in diagonal hatching impression of a kick 
(suggesting a blurred foot too fast to be delivered from the knee. 
captured in a photo). Leaning back of the 
kick's recipient indicates where the kick was ( s 

delivered-in this case, on the forehead. Use broken contour 


; lines, adding diagonal 
AN 
Tip of the foot 












lines. This will create 


Trajectory of 
the left arm a sense of speed. 








PASS 


se 





Concentrating diagonal lines Using diagonal lines to render 
around the tip of the foot is the entire foot. This creates a 
a standard technique for "shadow," suggesting extreme 
suggesting speed. blurring. 
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This page shows key points in the bending (extending and contracting) 
of the ankle and tip of the foot. There is not a wide range for 
portraying the toes themselves bending and stretching. 


The big toe bends 
| more than the others. 










Contracts 
Extends A 
/ 


l 


Contracts 





Here we see the extent to which 
the tip of the foot rises with the 
heel used as a pivot. 

Extends 


‘eet are portrayed bending primarily 
ir walking scenes. 


Ihen drawing the feet in shoes, the feet 
mæ De drawn the same size as when 


The bending forward 
and back of the toes 
are key elements of 
this pose. 









cese that the foot 
zxes on a different The toes are 
sape when clad in actually crammed 
tah heels. tightly together in 
3 the shoe. 
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The Waist and Back Bending over causes skin folds to form in the abdomen 


Bending Over and Hunkering Down 


Stretches 
Acá. Common Poses with the Back Roundec 













Wrinkles and 
skin folds 
appear on 
the sides 
Pay careful that contract. 
attention to 
"stretching" 


at the hips. ^ The back of 
the neck also 
stretches. 


Sitting 





Putting on or 
removing socks 
and shoes 


When the back is rounded, 


Pay careful attention to how the 
$e shoulders roll forward 


shoulders rotate forward and back. 


B 
* 







The back 
becomes 
rounded when 
the shoulders 
are rotate 
forward. 









In a normal stance, 
the shoulders are 
fairly much 
centered. 


Skin folds 
appear in the 
b abdomen. 


Bow in Greeting 


back stretches. 











While hardly any folds are 
visible from the front, 
failing to draw them will 
prevent the figure from 
appearing to be bowing. 





Disappointed 
Weg 
Pu 


C 


dS 


The small of the 


than in a regular bow 


Drawing the head inward 

causes the back to round. 
The waist is stretched to 

its limits, and the furrows 
in the belly are at their 
deepest. 


C 


Drawing the shoulders back 
causes the chest to thrust 
outward and the back to arc 
rearward. 





The muscles along 
the spine follow a 
natural curve. 


Deep Bow 












Here, furrows deeper 






form, as if the upper 
body were 
swallowing the belly. 









NS 







| In disappointed and tired backs, 
the shoulders are rotated forward, 
and the back is rounded. 
Exaggerate the look of the sloping 
shoulders when drawing. 
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Sitting 








When sitting in a relaxed 
position, the back forms a 
gentle arc. 


The same holds true for 
sitting in a chair. 


The key to drawing a 
seated pose is to plan out 
the knees' positions. 
Folds form in the 
PG Mm MEET ES abdomen when slightly 
i hunched forward. 


Pleated skirt 
and blouse 





When dressed, creases at the abdomen vary 
according to the clothing worn. 











Suit skirt and jacket 


T-shirt and jeans 
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E ; In both the back study diagram and the high, oblique angled study 
eme Regularly, But Slightly Hunched Forward diagram, the roundness of the back looks best when not 


overemphasized. Use a gentle curve for the slope of the back. 







Study Diagram: 
Front View 


A key point here is 
the fold that forms 
in the abdomen. 


Wer unched forward, the upper 
qw kes approximately the same 
mm wether seated on the floor or 


"mar. A key point when drawing v 
the figure facing the picture (| 
plane is to draw the 
centerline of the hips facing 
CSL forward. "a 


Seated on the Floor 















Study Diagram 
for Practical 
Application 


Seated on a Stool 


> all 3, the contour from the shoulder to 
=e back is the same. (The only difference 
s the thickness of the clothing or towel.) 


Sitting While Hugging a Knee 


npn 








| 


Study Diagram 


Back View 






Study Diagram 


back is a key poi 


Sense 





This skin fold in the 


Failing to include a skin fold in the 
back will make the character appear 
contrived, causing her to lose her 


Establish the 
shapes of the 
waist and 
abdomen, even 
though the arms 
and leg will 
obscure them © 
the final 
drawing. 
Identifying the 
body's entire 
structure will 
help you balance 
the legs. 




















nt. 


Final drawing 





of presence. 





1 ?estures for Sitting on the Floor with the Knees Bent 







The 2 postures 
overlapped 








Straight back NI 


Hunched over 





The key points in 
distinguishing sitting 
up straight and 
hunching over lie in 
the shoulder line and 
waist. 


Differences in the back contours 





With characters of identical height, the 2 
postures result in a half-head difference in 
height. 





Key Points in Distinguishing the 2 Postures 

The shoulders are rolled 
forward, and the knees are 
casually grasped. 












The shoulders are 
held the same as 


when standing. PIU 
ws 


The curve at the waist 
is clearly evident. 


Hunched Over 


Straight Back 














This disguises the 


tapering of the waist. In this pose, the 


curve at the 
waist is 
emphasized ever 
further. 







Pulling the shoulders back brings 
the hands behind the figure. 






When the back is 
straight, torso pretty 
much remains the same 
height whether sitting or 
standing. 








ya AS 
/ 
A ub yer. 
URN y 
ay 
be 


LE 










The waist (line) is 


Clearly visible. Straightening the 


back causes the 
rear to roll slightly 
forward. 








The waist just 
(7 faintly tapers. 


Balling up to the extent 
that the chin rests on 

\ knees molds the back into 
a semicircle. 








Curled up Hunched over Back straight 
normally 


Variations on Sitting on the Floor 
with the Knees Bent 


Arcing the Back/Leaning Back The upper back contour is usually convex. 






zi 






Bending back to 
this extent causes 
the upper back 
contour to take on 
a concave curve. 






The upper back 
contours retain 
almost the same 
convex curve. 






Use this pose for scenes where a 
character is shot or hit in the back 
with an object, etc. 





Pose with the Chest Not good 
Dramatically Thrust 
Outward 










The upper back 
contour retains 
virtually the same 
convex curve. 


D 


The waist/lower 
c«— —- back region 
constitutes a key 
point in this pose. 





j 
A A> 


Creases form in 
abundance at the 





The snugly fitting 
jean-clad rear may 
be drawn just a 
hair smaller than 
on the figure nude. 
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The Standard Convex Curve of the Upper Back 
The upper back rarely 


curves inward. 


(5 





Special Cases for Drawing the Upper Back with a Convex Curve 


When drawing the 
composition from a high 
angle, and the chest is 
thrust out and the back 
arced 









When drawing the 

composition from a low 
angle and the shoulders 
are rotated back 
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Uses of Arcing the Back 1: Cheering 






Incorrect 
These samples lack 
movement. 





sd) 


Showing the wrist arcing 
back evokes the feel of 
the arms unconsciously 
raised, creating the 


es impression of jumping 
for joy. 
Y ia JN 
C N 
À a> J 
, Ni 
" 7 


vu 
i A 





Keep the wrist straight 

Nes a 
when suggesting that the This stiff cheering pose 
character is consciously leaves little impact on the 
celebrating. reader: 


102 








Practical Application Samples 








Tilting the head down turns 
this into a "yawning" or 
"stretching" pose. 









"ow the character 
raises her arms 
ndicates subtleties 
n her personality 
or feeling of joy. 





Stretching Yawning 





The pose and angle are the same 
as in the cheering poses, but 
changes have been made in the 
direction of the face and the way 
the arms are raised. 
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Uses of Arcing the Back 2: 
Escaping (Unwanted Grasps, etc.) 










When the muscles are 
flexed, the body moves in 
a burst from a shrunken 
state to an expanded 
state. 





Expanded state 


À 


Jio 


V SAN ri 












Direction of 
the lower 
body 


Elements of twisting 
are being mixed in 
with the arcing the 
back action. 










Spreading the legs far apart 
would make the character seem 
like a martial arts expert, so 

position them on the close side. 
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Jses of Arcing the Back 3: 
"unning/Escaping: Running Away Scenes 





Showing the back 
arced is also 
effective in scenes 
where a character 
has been locked up 
and is begging to 
be released. 


When the wrist is 
grabbed, etc., the 
back will arc when 
trying to escape that 
grasp. 
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Leaning to the Side: Fashion Model Poses These S-curve poses are affected poses the character adopts when 








Contrast of S- 


Leaning Forward 


Here, the character, 


seen from a 


moderately high 


angle, leans 
forward. 
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The waist is 
stretched on 
one side. 


Curve Poses 


Common pose: 
Figure arcing the 
back while leaning 
forward 


The upper part 


of the 


stretches. 


intentionally attempting to make herself appear attractive and are, 
consequently, used for scenes when a character makes a first entrance 
to give that scene impact. 














This is typically 
an exercise 

pose, and just 

a means of 
moving the 

body. However, 

it has wide 
applications in 
key compositions. 


torso 














Skin folds 


Chibi character in pose 


Here the 
character, seen 
from a 

moderately low 
angle, leans to 
one side. 





While these two S-curve poses are Figure arcing back 
similar, they differ in that one leans toward one side 
forward, while the other, to the 


side. 





Twisting and Turning While torsion does appear in the waist during the common act of walking, this 
torsion becomes important in scenes of a character running and principally in 


combat scenes 
The fundamental aspect of 
showing twisting or turning 
are changes in the directions 
of the upper body 
and lower body. , í 


Glancing back Establishing a stance Walking 








Manga-Style Stylization: 
Figure with Only the Chest Turning 


v 


Figure in perfect Figure with the 
profile (Normal view) chest turned 


" 
A 









If there is no need to 
adhere to actual 
physical structure, a 
character may be 
drawn in profile, but 
with her chest turned 
slightly. This 
technique, unique to 
manga, enhances the 
character's sense of 
presence once she is 
dressed in clothing. 


Tamtrast of Figures in S-Curve Poses and with Torsion 





Giving the figure 
torsion is effective 
when showing a 
character breaking 
into a run. 





Figure leaning 
to the left with 
lower body 
turned 













The upper body 
and lower body 
face different 
directions. 


This works well with 
static poses. 

This works well with 
dynamic actions 
(motion). 
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Twisting and Turning Are Key Factors in Combat Scenes: Torsion Symbolizes Combat 







Study figure illustrating 
the conventional "twist." 





Bad example 


The centerline from the upper 
body to lower body is straight. 
Her backside seems to be jutting 
out, causing the figure to loose 
force. 


Good example 


Here, the upper body and 
lower body face different 
directions, forming the 
centerlines into an S- 
curve. 
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Zen ^ a simple back view, a bit ^ This figure has no torsion and is Changing the direction of 


1f torsion evokes the look of a standing bolt upright. Now, the the head on twisting/turning 
combat expert. character appears unaccustomed poses allows the creation of 
to fighting. limitless new variations. 


Add fine, diagonal lines, symbolic of 


| Using Diagonal Lines to ME movement to enhance a dynamic 


composition's impact. 


\ 


M iet ag 
"d 
| 





j | Without the diagonal hatching, even 


d though the figure has been given Here, the hand's 


torsion, it still lacks force. 
contours are rendered 
in diagonal hatching. 


Alternative Styles 


4 





Adding the Finishing Touches to a Hot "Backward Glance" Pose with Torsion 
(The Steps in Attaching Tone) 





Attach tone to areas of 
shadow. Feel free to use 
the same tone for 
underside of the hair, 
clothing, and facial 
shadows. 


Attach 2 sheets 
of layered tone 
to the blouse. 
Use tone with 
identical line 
numbers to 
avoid a moiré 
effect. 


Figure minus 
absolute final 


Neg k 
X 2) touches 
y 





Attach a light gradation tone to the shoulders, shorts, 
gloves, and boots. Mixing gradation tone with regular dot 
tone could result in a moiré effect even if both tones have 
the same line number. Verify beforehand that you are 
using 2 compatible tones. 




















=> To finish, rub with an eraser those areas 
where you wish to show highlights. 


Ref. Fig.: Same image without shading. 
Shading is optional in small panels and 
compositions. 





This figure was created digitally. The creation process and points of caution are the same as when attaching regular tone. 


Both the figure delivering and receiving the slap 


have more impact with torsion at the waist. Here; litake a runing 


\ figure and shift the 
V N) right hand to the front. 













The result is a 
figure putting her 
waist into 
delivering a punch. 


Here, both figures are drawn standing 
bolt upright and lack torsion at the waist. 


Here, the figure delivering the slap retains the 
same stance, but the figure receiving the slap 
is twisting at the waist. 






Z, 


> 
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Chapter 4 





More Manga 



































































































































The Fundamentals of Manga 
Portrayal: Making the Composition 


" Obvious at a Glance 


In manga, the reader figures out the story by seeing how the pictures flow. That is what 
R characterizes the medium. Any dialogue or narrative text is supplementary to add to the 
4 Basic Elements reader's understanding. We say that in manga, pictures tell the story, and the significance 
of heightening the characters' sense of presence lies in that statement. But, let's first start 
with telling a story (communicating) through pictures. 
















The Future 


The Past 


What do they look like? What are their personalities? 
What will they say? 


n 





When (Time) 


Where (Location) 








Actions 
Something done for 
FS someone's behalf 





These are the 4 points that need to be clarified in 
order to convey the situation to the reader and have 
him or her understand. 
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~~ The Extraordinary 


Ting 2 Sory Visually The key is to decide your theme—i.e. what to 
communicate — and what must be drawn — i.e. 
what information to draw. 


Teme Mairg r 2 cafe 


Manga can be anything: even 
your thoughts or daily activities. 





What panels will you select for your theme, 

"waiting in a café"? 

* A character waiting 

* The characters meeting 

* A character waiting, and then the 
characters meeting 

You will need to decide beforehand what 

types of panels you will draw. This is what 

it means to "decide a theme." 


Bad example.: 

* The setting does not necessarily look like 

a café. 

* We have no idea what kind of person the 
character is. 

* We are not sure what she is doing. 





Good example.: 





Indicators that the location is a café: a receipt, a menu, a window, etc. "Waiting" indicators: a partially read 
book, half drunk water. Character indicators: a cigarette dangling from the mouth, smoke drifting from cigarette 
. butts in the ashtray. The indicators we see in the panel suggest an uncouth character type. 1417 


Panel Design (The ABC's of Page Composition) Panel design begins with deciding what needs to be drawn. Clear 









Main Story Points 


panel design will lead to portraying characters with presence. 


Underlying Theme: "He's here!" 





The Artist's Conception 















Lm is The 4 Elements 
Rendezvous The protagonist 


During the evening 


Has a rendezvous 


"Waiting" as the Main Theme: 





Analysis 








The protagonist 











Character: character design 
When: portrayal of evening 
Where: portrayal of café 

Action: meeting, talking, etc. 
















Once these 4 
elements have been 
clarified, determine 
specifically the main 
point you wish to 
make. 








For what purpose are 
you drawing a 
rendezvous in a café? 
What do you hope to 
communicate using 
this theme? You need 
to establish the 
underlying theme. 
Oftentimes, if you fail 
to clarify this point, 
you may find yourself 
unable to compose 
your theme, even if 
you try. 


| hope it 





"Waiting," "worrying," 
and other acts relating 
to "meeting": the 

ways of executing the / 
simplistic theme, 
"rendezvous at a 
café" are limitless. 







Thank heavens, 
you're alive! 









































minutes and 
435 seconds! 


























The protagonist's reaction reveals her 


personality through "action." These 4 panels 


form an "incident" that illustrates the 
protagonist's personality. 
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| protagonist's 
! imagination let fly, is 
' recomposed so that 

: the visuals dominate. 
Now, the panel has 

: more of a manga 
flavor, and we can tell 


Or 
kidnapped? mpa 4 





: at a glance what is 
‘ taking place. However, 
' the original panel 
: coveys more strongly 


















Well, I've 
nothing to 

do. Might as 
well buss the 
table myself. 











Waiting on a Friend: Character Introduction Scene 


She 
doesn't 
have a cell 
phone 
either. 





Blah 


On my way to the 
station, this foreigner 
came up and asked 
me if | knew a good 
sushi bar. 


Then you can 
finish off 
your dream 
by taking me 
to that 
sushi bar. 


It'll be 
YOUR 
treat! 


Here, the relationship b 
clear immediately (explained by the scene). 





3rd cup of 





So, | told him, but he 
didn't understand, eo 
| had to take him 
there. 





But | 
wanted 
to finish 
the 
dream, 
so | fell 
back to 





etwee 


n the two becomes 


And, you know what? 
He wae like thie prince 
who came to Japan 
incognito from hie 
country! 


Blah 


So, then | 
woke up and 
realized it 
wae alla 
dream and 

| had 
overslept. 
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Giving the Panel Design Variation This refers to modifying the 
panel's size. Important panels 
should be made large. 


Readjustment of "He's here!" 
7 - 

















Readjustment of "Waiting on a Friend": Character Introduction Scene 
E RE 


She doesn't | P 
have a cell 
phone f 


l'Il give him 
a piece of 
my mind 
once he 
gets here. 


me 








Then again, he's never 
late. 

| wonder if 
she's lost. 









| hope it, 
wasn't an 
accident. 


On my way 
to the 
station... 
the main point, her Sushi eo i 
appearance panelis — |'?"5 plait 
made the largest. 


And, you know I'm sorry, 
what? He wae like | do not 
this prince who understand. 
came to Japan Please to 
incognito from his 


Are you 
serious?! 


Thank heavens, 
you're alive! 


But |wanted tof 90, then | woke 
Then you can finish the up and realized 
finish off your dream, soll ^ it was all a 
dream by taking : dream and | 
me to that had overslept. 
sushi bar, 


It'll be YOUR 


For this scene, to emphasize the 
character's personality, the "Thank 
heavens!" panel should be made larger, 
as shown above. To introduce the "late 
friend," lay out the panels as seen 
below. Since the fifth panel illustrating 
the protagonist's worrywart wanderings 
was drawn rather large, the first example 
120 works better within the flow. 


heavens, 
you're alive! 





Rc Ee wed Eau UE UI MEM E uere DM 


































"ues Dasa cesahtening the 
metres i Sense of Presence 
- A 7 | — 3 


Tl give him a 
piece of my mind 
once he gete 


le oes | Then again, he's 


S | 
m —— ees | never late. Vene | 
— i E] | wonder what i es ^ 


Good Example | happened. 







l hope it 
wasn't an 
accident. 








] Guess | 
kept you 
waiting. 






Gosh, I'm 
$0 Sorry. 





.| Here, the panel f 
design has 
been given 
variation by 
making the 
largest the 
4 panel 
introducing the [. . , 
boyfriend, who Pj 
is the focus of |." 
the scene. 








Here, each panel is viewed 
as equally important, and, 
therefore, all are drawn the 
same size. 


Thank 
heavens, 
you're alive! 














ll give him à 
piece of my mind 
once he gete 






For this, | took the original 4-panel scene and 
redesigned the panels, making his appearance the 
key panel. Varying large and small panels turns this 
4-panel scene into a full-fledged 1-page episode. 





Then again, he's 
never late. 
| wonder what 


happened. The same theme can appear greatly different 


(i.e. give the reader an entirely different impression) 
simply by modifying the panel design. With all 
panels the same size, the reader is unclear of 

the scene's gist. 


enero, | | Guess | kept) You, the artist, must determine what point you want 
you're alivel 4 | | SN to make, what you want to tell to the reader, and 

S what it is you need to communicate. Failing to do 
so could easily result in a monotonous panel design. 


Your main point rests in the key panel. Draw your 
key panels the largest. 
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How to Draw Comfortably 


Figures and Cars: scenes of Figures Getting 


in and out of Cars 


Manga convention dictates using sound effects of car doors opening and closing to portray 
getting in and out of a car. ee 


















Contrast of the height 
of a car and a person 


The door handle 
should be situated 
about the same 
level as the hand 
when hanging. 


^ Here we see the door closed. Here we see the door open 
A figure assumes this forward and the figure in a fashion 
leaning pose when opening the model pose. Even with the 


door (getting in the car) and door open, the forward 
LS when closing the door (getting leaning pose would look VETT 
No) out of the car). more natural. Here we see a character getting into 


a car. Without the sound effects, this 
could also be interpreted as a 
disembarking scene. 


With the same composition, the 
different sound effects indicate 
whether the door is being 
opened ("click") or closed 
("slam!") 
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Normally, artists are limited to the page space 
or number of panels they can use to portray 
characters getting into a car. Here we have 
samples illustrating that minimal artwork, using 
few panels (1 to 2) allows you adequately to 
portray "getting into or out of a car." 

" provided that a shot of the front, side, or rear 
of the car has been included. 


Mimer Mamas Sample Scenes: Getting in and out of a Car 
come Wiew c The car anc close-up of the front windshield explain the scene. 








Scene portrayed using a front view of a car and partial door shots 
i Í Z 





























The sound effect "slam" may be added to the third panel if desired. 
Drawing the female character instead the male in panel 1 would have 
altered the scene so that she was the one boarding. Turning the vehicle 
into a foreign car (i.e. switching the steering wheel to the left side) would 
suggest that the male character is the one boarding. Alternatively, it 
could be that she was driving the car but turned the wheel over to him. 





wee s sce view of the car is used, and any shot of opening 
tw car door has been omitted. Still, we understand that the 





Tw two nders get out. Showing 
door open in the second 
pare! s in line with common 
marice in portraying scenes of 
peting in and out of a car. 








































>2versing the images in the last 
"wc panels could be used to 
suggest that the character emerged 


om a rear passenger seat or that 
“e driver had emerged and is 


sanding still. Portrayal using the rear view and partial views of a car 





Special Effects That Enhance a 
Character's Sense of Presence 


Attaching a Simple Tone as a Character Backdrop The manner in which tone is attached as a character 
backdrop allows you to suggest movement by using a bit of 


Good Example ingenuity, thereby enhancing his or her sense of presence. 








Here, the composition is open 
in back of the character. This 
creates a sinister mood, as if 
something might creep up 
from behind. 





Keep the composition open in 
the direction the character 
faces. 





Front view tone effect 


Even if the character's body is facing one direction, keep 
the composition open in the direction the head faces. 


Alternative Styles 


Accent Donut clip Donut clip + accent 
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Ime z Le Creativity When Attaching Tone 
mz Sraracter 








Here, the tone is cut 
just a tad over the 
contour lines. 


Here, the tone is cut 
Closely along the 
contour lines, in line 
with standard 
practice. 











Detailed effect: Shadow falling 
across the iris 


cng Ei oe 







“ere_ even though the tone has been cut along 
‘he contour lines, it still evokes a distinctive 
I"pression. 


Emotional Portrayal and Tone Effects: 
Create a Mood Using Backdrops of Cutout Tone 


Execution suggesting brown or blue eyes 


Worry/anxiety i Tension/nervousness 





More Tones: Composition Using Popular Tones Other than Standard Dot and Gradation 


Tone comes in a myriad 
of patterns, the most 
common of which 
outside of dot and 
gradation may be 
roughly grouped into the 
following 6 categories. 

































































When using random dot or 
patterned tone, keep a 
slight gap between contour 
lines and the tone. In 
particular, when using 
motif tone for cloth 
patterns, having the 
pattern continue without 
interruption at, say where 
a dip in a ripple. etc. 
should occur, results in a 
visually awkward image. 
You can easily show dips 
in a ripple or crease by 
etching the tone along the 
crease line. 





































Random dot 























Random dot gradation Lines Digital Tone 
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